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A questioning mind, for which I have my Father to thank, has led me 
to find great delight in considering, among other things, existence and 
the nature of our perception of it. Similarly, the ability to appreciate 
simply for beauty, undoubtedly from my Mother, has enabled my 
thorough enjoyment of architecture. It is the culmination of these two 
modes of thought that has resulted in my privileged position of being 
able to dedicate a year of study to the exploration of one through the 
other. 
Through two minds, the architectural and the critical, this book 
expresses the journey that was taken, the thought processes that were 
had, and the investigations that took place in the pursuit of the 
liberation of creativity in architectural design within the context of the 
Absurdism Paradox. 
Brett Hulley 
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T H E  A B S U R D I S T  L I B E R AT I O N  O F  A R C H I T E C T U R E
CHAPTER I  
I N T R O D U C T I O N  
I am Sisyphus and architecture is my boulder. 
 For those who are not already familiar, Sisyphus is the Greek 
mythological king of Ephyra. However, he is perhaps most well-
known for his unique, boulder-rolling, fate. As punishment for 
deceitfulness, Sisyphus was condemned to a life in which he was to 
roll an immense boulder up a hill, only to watch it roll back down 
again; he was to repeat this task for eternity (Homer, Odyssey, 
XI.593). At the beginning of the final year of my architecture 
master’s degree, I felt much like I imagine Sisyphus to feel as he 
walks back down the hill to begin his task once more. Another 
year at university pushing another piece of architecture up the hill 
of hopeless, sure to be lost to interpretation, meaning - something 
with which many contemporaries, and architectural critics seem to 
have become mildly obsessed. 
This incessant striving for meaning is reinforced through 
the typical university design project’s marking schedule. It is 
common a student must prove that his or her design is meaningful, 
and was not merely plucked from their imagination. Often, 
according to these marking schedules, a ‘good’ design must have 
undergone numerous conceptual iterations (methodology), have 
included a range of theoretical and practical influences (context) 
and be something that no-one has seen before (originality). Other 
than undermining a student’s confidence in his or her own 
imaginative creativity and the value of creativity alone, this 
demonstrates the level of the contemporary architectural critics’ 
obsession with meaning. It is this hopeless push back up the hill of 
meaning that we now too often call design. 
This phenomenon can also be observed outside of the 
university walls. A fine example is Le Corbusier’s Villa Savoye 
which, though no longer contemporary, is still undoubtedly 
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I N T R O D U C T I O N
relevant due to its lingering influence and fame. I will also admit 
that I would certainly be lying if I said that provocation has had 
no effect on my selection; I find it serves as a useful tool in point 
making. Regardless, Villa Savoye is a landmark of hopeless 
intended meaning. Corbusier’s five points of architecture are 
indicative of the meaning he had hoped to convey through this 
building: an original expression and glorification of the Modern 
(Western) context of living (Corbusier, 1986). This is all fine and 
well, and yes it is true that one can recognise this expression in the 
architecture once it has been explained. In fact, I have no doubt 
that some uninformed observers may even realise that the 
semicircular path of the Villa Savoye’s driveway is exactly the 
turning radius of a 1927 Citroën automobile. However even of 
those impressive few who do, even fewer will recognise this as a 
design strategy to aid in the celebration of the industrial 
phenomena of the automobile. The building’s context, originality 
and methodology, its meaning, have undeniably been lost to 
interpretation - a fate shared by all attempts to portray and 
interpret meaning in architecture. So is it sensible to strive for 
meaning so passionately? 
 A remarkably similar question was identified by a number of 
post-war philosophers who, spurred by the atrocities and 
revelations of war, went on to become the pioneers of movements 
which now collectively fit under the heading Existentialism. 
Questions around the conditions of existence, and whether any 
human can experience true meaning within the apparent 
meaninglessness of our universe, began to be considered (Solomon, 
1974). Within this, the theory of Absurdism arose from the 
identification of the paradoxical act of an individual’s hopeless 
attempt to determine meaning within a meaningless existence; that 
being the Absurd Act. The similarities are, I hope, apparent, as it 
is the identification of this similarity that initiated this thesis. 
Just as individuals seek meaning in their existence, they 
seek meaning in their architecture. And both can undeniably be 
considered Absurd Acts due to the limitations of perception and 
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T H E  A B S U R D I S T  L I B E R AT I O N  O F  A R C H I T E C T U R E
interpretation. I need to explain Absurdism in more depth, and I 
do so in the following chapter, but what needs to be understood for 
now is that, according to the Absurdist theory, no individuals will 
find true meaning in their meaningless universe, or in their 
architecture. 
 Assuming you too refuse to accept this bleak outlook, we must 
ask a question of architecture, and existence also. How can its 
meaning be validated? The clues to a solution lie in the discussions 
of Absurdism; and it is the findings and explanations of Albert 
Camus that will pave the path that I will follow in the 
establishment of architecture within the paradox of 
meaninglessness. 
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CHAPTER II  
A B S U R D I S M  
As promised, I will explain the philosophy of the Absurd in more depth. 
Firstly, and somewhat regrettably, this requires an introduction to the 
notion of Existential Nihilism. In short, Existential Nihilism is the 
difficult-to-argue-with observation that nothing matters (Pratt, 2011). 
And it is true, within our universe of such incomprehensible scale and 
complexity, our scarcely fleeting individual existences are of no relative 
consequence, and neither is our architecture - a dire mode of perception, 
I agree, but nonetheless interesting to think about, and integral to most 
existential theory, Absurdism being no exception. 
 Where Absurdism differs from Nihilism, especially within the 
Nobel Prize winning work of Albert Camus, is in its brilliant approach 
to this existential meaninglessness. Rather than crawling into a 
quivering heap of realised self-unimportance, Camusian Absurdism 
boldly declares that it is both possible and legitimate to designate 
meaning within our meaningless existences, therefore validating it 
(Camus, 1955). That is to say that the Absurdist will appreciate and 
recognise meaninglessness, but will equally realise the logic-driven 
liberation that this allows. 
Briefly, according to Camusian Absurdism, this can be 
achieved after the recognition of the following use of logic. 
If nothing has meaning, then by definition, 
meaninglessness itself has no meaning. 
This realisation has profound consequences. If it does not matter that 
nothing matters, one can legitimately designate any meaning in any 
way one chooses within a meaningless existence and it becomes 
meaningful - a complex, paradoxical and sometimes confusing idea. 
Fortunately the explanation of this has been tackled analogously in 
Albert Camus’s collection of essays, Le Mythe de Sisyphe: Essai sur 
l'Absurde (The Myth of Sisyphus and Other Essays). 
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Le Mythe de Sisyphe serves as a cornerstone in the definition 
of Absurdism, and the arguable defeat of Nihilism. It is in this text that 
Camus brilliantly relates the Absurdist’s plight, and subsequent 
liberation, to that of Sisyphus. (I am sure you see where this is going 
now). His argument is oriented around the statement that “One must 
imagine Sisyphus happy” (Camus, 1955), but the brilliance is not in this 
statement alone. The true brilliance of Camus’s work is in his skilled 
use of logic and rationale to defend this statement. Through an 
application of Camusian Absurdism to Sisyphus’s existence, Camus 
reveals that even the most dismal of existences can harbour legitimate 
meaning and happiness; I cover this revelation in more depth in the 
next chapter. What is important, and somewhat astounding, is that he 
manages to reveal a path that can lead any meaningless existence to the 
legitimate attainment of meaning. I intend to lead my architecture 
down this same path. 
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“If the descent is thus sometimes performed in 
sorrow, it can also take place in joy.” 
A hopeful description of Sisyphus’ (and by extension, my) walk back down the 
hill by Albert Camus in Le Mythe de Sisyphe (The Myth of Sisyphus). 
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CHAPTER II I  
T H E  A B S U R D I S T  L I B E R A T I O N  
Sisyphus, as imagined by Camus in Le Mythe de Sisyphe, goes through 
a process of liberation from the dismay of his task. To begin with, he 
must accept the Nihilist notion of meaninglessness. This is no small 
feat, as it requires a conscious identification and reduction of each 
element of existence to that of not mattering. Once this has been 
achieved, he can move on to appreciate the Absurdist defeat of 
meaninglessness; a beautiful, rationale-enabled, realisation. 
Given the difficult-to-argue-with reality of absolute Nihilistic 
meaninglessness, it can be said that by definition all things have the 
same level of consequence, or mattering, nil. It does not matter that 
nothing matters. This realisation might, at first, be considered 
supremely bleak and even inhuman. However it is this realisation 
which, when observed with logic and rationale, enables meaning. It has 
become possible, and infact legitimate, to perceive any meaning 
in any aspect of existence in any manner. The nature of this perception 
is irrelevant, given absolute meaninglessness. However, it would be 
unwise, and not any more meaningful, to perceive in a manner any less 
than that of which one hopes to perceive. For most, contentedness. One 
can imagine Sisyphus to be happy. 
What has been described here is a methodology, one of those 
‘dreadful’ elements of architectural meaning that I had criticised earlier 
for having no value as a meaning generator, by which I still stand. 
And yes, I do intend to interpret this Camusian methodology 
architecturally. But this is not so that my architecture can attain 
meaning through its interpreted methodology; rather, it is so that I can 
test Camus’s theory through architecture. It is what this theory may 
reveal about architectural design, and the hopeful legitimisation of 
creativity, that I am interested in. The titles of chapters V - XIII depict 
this methodology’s steps. 
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T H E  A B S U R D I S T  L I B E R AT I O N  O F  A R C H I T E C T U R E
CHAPTER IV 
O F  A R C H I T E C T U R E  
Before we begin, we need an agreed source of information to which we 
can apply this Camusian methodology; we need a boulder and a hill. At 
the beginning of Chapter I: Introduction I mentioned that architecture 
is my boulder, and I outlined the similarities in my mind between 
Sisyphus’s trudge back down the hill and my approach to the final year 
of my architecture master’s degree. I still stand by this statement; my 
boulder is my architecture. As for the hill that I must push it up, this 
too remains as I originally stated: the design process. Therefore, a 
generic architectural brief will provide the base from which I will apply 
the Camusian methodology in a hopeful attempt to reveal something of 
value in the legitimisation of creativity in architecture. 
 
BRIEF 
Through an application of Camusian Absurdism 
to architecture, design a school of philosophy to 
be located at Wellington’s Shelly Bay. 
 
a .  S I T E  
As with most architectural projects, the first step is to investigate the 
site. So that is what I have done. Drawing Set No. 1: The Site provides 
an initial gestural drawn study of the site. This will serve as little more 
than a reference from which the methodology can begin to root itself. 
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T H E  A B S U R D I S T  L I B E R AT I O N  O F  A R C H I T E C T U R E
CHAPTER V 
C O N S T R U C T I N G  M E A N I N G L E S S N E S S  
The first step in the Camusian methodology to overcome 
meaninglessness is, paradoxically, to accept meaninglessness and allow 
it to take hold - that is, to actively and consciously identify and reduce 
each element of existence to having no meaning. In an architectural 
sense, with specific attention paid to the generation of meaning in 
architecture, this requires a reduction of those previously mentioned 
generators of meaning to a state of meaninglessness. Originality, 
context and methodology must all be opposed such that they no longer 
have meaning. 
 In the following chapters, each of these three components of 
meaning will be specifically opposed through designed techniques such 
that they lose relevance and meaning in an architectural context. 
Originality will be opposed through imitation, context through 
contextual removal, and methodology through irrationality. Once this 
has been achieved, and true meaningless has been realised, the 
Camusian methodology can take its next step. 
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CHAPTER VI  
O R I G I N A L I T Y :  O p p o s e d  t h r o u g h  
i m i t a t i o n  
Originality is an undeniable attributor to meaning in contemporary 
creative fields. More recently, however, originality as a concept has 
been somewhat heavily debated - not for its role as a quality, or 
meaning, generator, but rather for its precarious definition. For 
something to be truly original, it must have had no influence. The 
common argument is that it is impossible for something to have no 
influence as subconscious influences affect everything we do (Sherwin, 
2011). 
This is an interesting argument that is worth considering; 
however, it is also an argument that could go on for some time due to 
its subjective nature. Fortunately the intricacies of this debate are of 
only marginal relevance to this thesis, so I will not dwell on them for 
too long. What is of relevance however, and why I raised this point, is 
that the prolific nature of this argument is indicative of how concerned 
with originality we are, especially within the creative fields. The same 
can be said of the concern with plagiarism and intellectual property. 
These issues all share an orientation around the perceived value of 
originality, and have become so integrated within contemporary design 
that they can carry critical, reputational, and even legal repercussions. 
A fine example of this is Howard Raggatt’s National Museum 
of Australia. Raggatt’s intention with the building was to bring 
together the stories of Australia’s history, a mangled combination of 
many influences. Raggatt himself said that “We liked to think that the 
story of Australia was not one, but many tangled together. Not an 
authorized version but a puzzling confluence; not merely the resolution 
of difference but its wholehearted embrace” (McDougall, 2013). As 
intended by Raggatt, the building consists of a combination of 
components that have connections and origins found in the history of 
Australia. Of an architectural nature, these include a cloister at 
Newman College in Melbourne, the Sydney Opera House, the shell 
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curves of Felix Candela and other less obvious architectural similarities 
(Rimmer, 2002). However, the most obvious of these ‘quotations’, as 
Raggatt somewhat diplomatically puts it, is of Daniel Libeskind’s 
Jewish Museum. The striking angled plan that Libeskind designed 
through a deconstruction of the Star of David is replicated identically in 
the gallery plan of Raggatt’s museum. The subsequent issue of 
plagiarism was first raised in The Bulletin, a prominent Australian 
news magazine, and eventually led to Raggatt himself being questioned 
on Arts Today in April 2001 specifically to respond to the plagiarism 
allegations. As mentioned, Raggatt’s response was that rather than 
having copied Libeskind’s design, he had merely quoted it (Sudjic, 2001). 
It is difficult to add quotation marks to architecture. 
Raggatt’s example, and the inflammatory reaction that it 
inspired, is a clear demonstration of critics’ infatuation with the 
importance of originality as a generator of value and meaning. And 
according to Camusian Absurdism, it is meaningless and must be 
perceived so. Originality must therefore be opposed. 
The most obvious and effective way to oppose originality is 
through mimesis - to copy. But who, or what, to copy? John Silber, in 
his book, Architecture of the Absurd: how ‘genius’ disfigured a 
practical art, points a finger at a number of contemporary architects 
who he believes have gone so far in the direction of the absurd that 
their architecture has become useless (Silber, 2007). It is an observation 
that, to an extent, I would have to agree with. Daniel Libeskind, Frank 
Gehry, and Steven Holl, prominent examples of his in the 
‘disfiguration of a practical art’, have disregarded the element of 
practicality as a primary driver in their design strategies. However 
where Silber and I differ is in our appreciation of these architects. 
Personally, I value these architects’ contribution to the contemporary 
architectural field immensely. However, unlike Silber, it is not the 
impracticality of their architecture that I doubt; it is their reliance on 
meaning as a validator for their architecture’s quality that I wish to 
question. It is my hope that their rationalisation of their work, through 
the tenuous use of meaning, is a symptom of the need for architects to 
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convince meaning-obsessed critics that their architecture is worth 
something. 
Silber’s work serves as a useful tool in identification (rather 
than conviction). It is Silber’s identified culprits whom I have chosen to 
employ in the opposition of originality. I will copy the work of these 
three architects to the point of which originality in this methodology 
has become meaningless. 
To copy is simple. In Drawing Set No. 2: Copying, I 
interpret, through drawing, a basic example of each of these architects’ 
styles through the site (Shelly Bay, Wellington). This is achieved 
through a combination of literal translations of plans and sections, and 
the intuitive modification of form based on the source architects’ 
common formal elements. The drawing set culminates with a combined 
overlay of each of the source architects’ interpreted reactions to the site. 
This has been executed to ensure that the inclusive copying of the three 
styles can be interpreted in one drawing. 
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CHAPTER VII  
C O N T E X T :  O p p o s e d  t h r o u g h  c o n t e x t u a l  
r e m o v a l  
In a similar manner to originality, context plays a commonly vital role 
in the generation of meaning in contemporary works of architecture. 
The unlikely interpretation of context within a building seems to have 
become desired by critics. Resultantly, contemporaries are pressured 
into pursuing it, despite its absurdity. 
Context, in an architectural sense, is the external information 
that influences the design of a building. Perhaps most commonly this 
can be found in the integration of a building’s site as an influence in the 
design process. However context often encompasses a much broader 
range of influences. History, culture, politics, economics, climate, even 
the clients themselves, can all be considered contextual influences in the 
design of architecture. 
One does not have to look far to find architecture with 
context-driven meaning. And as Silber discusses, it is this obsession 
with context (among other things) that has resulted in such impractical 
contemporary architecture (Silber, 2007). I should note that Silber’s 
dislike of this impracticality is not synonymous with what I am 
questioning. His work merely serves as a useful identifier of this 
phenomenon. It is the absurdity of context, as a contributor to 
meaning, in which I am interested in. 
One of Silber’s ‘culprits’, Steven Holl, has designed a building 
which could be considered an architectural personification of context, 
the Stretto House. There are two influences that form the primary 
context from which this house was designed: the site and a type of 
music. The site is characterised by a stream that has been dammed in 
four locations with low concrete walls, creating three distinct ponding 
sections to the waterway. The Stretto music, which Holl adopted as an 
influence, is characterised by the overlapping of percussion and string 
sounds (Holl, 1996). And as one would likely imagine, the house was 
T H E  A B S U R D I S T  L I B E R AT I O N  O F  A R C H I T E C T U R E
C O N T E X T :  O P P O S E D  T H R O U G H  C O N T E X T UA L  R E M O VA L
designed with four rigid forms dividing the area into three fluid 
internal spaces that at points overlapped. It is quite ‘meaningful’ when 
considered in conjunction with the site and musical influences; and it is 
an undoubtedly beautiful work of architecture. But is it the unlikely 
interpretation of the context-induced meaning that provides this 
building with its beauty? Camusian Absurdism, and its acceptance of 
meaninglessness, disagrees. 
Given the discrepancy between context and this 
meaninglessness-acquiring step in the Camusian methodology, how 
then does one oppose context in an architectural sense? The most simple 
and effective method that one can utilise to achieve this is through 
contextual removal. 
Continuing from the last step in the Camusian methodology, 
the removal of context has been achieved in Model No. 2: Wire Frame. 
A modelling of the combined overlay drawings from Drawing Set No. 
2: Copying in copper wire allows a higher level of ambiguity to exist. 
The model is no longer situated on a site; it has far less definition of 
space and void; orientation becomes variable; and its history as a 
combination of three architectural styles is far less apparent. In short, 
by re-modelling in copper wire, interpretable context has been lost. 
Context has been removed. 
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CHAPTER VIII  
M E T H O D O L O G Y :  O p p o s e d  t h r o u g h  
i r r a t i o n a l i t y   
It might appear that in a traditional architectural sense, methodology 
has already been somewhat disregarded in this thesis’s approach so far. 
Or rather, it may be considered an anti-methodology. Either way, it 
only seems appropriate to wander further from the methodological to 
the absurd. But, as with originality and context, it is appropriate to 
define methodology’s role as a meaning generator in contemporary 
architecture. 
One has only to flick to the contents page of any renowned 
contemporary architect’s book to see an entire section dedicated to 
methodology. If not, it is likely marked by the heading ‘Design 
Process’, or some other synonymous title. It seems that architectural 
consumers, or perhaps critics alone, demand an architect’s explanation 
of how they arrived at their beautiful designs. A magician must explain 
his or her tricks. This may be due to an attribution of integrity to 
designs that follow a systematic approach, perhaps only due to their 
ability to convince the lay-person of the value of the designer’s skill 
through a step-by-step explanation of the design process. However, this 
not only suggests mistrust in the architect’s ability to create, but a lost 
appreciation for creativity as a skill. This demand for an explanation 
has a number of interesting repercussions. Perhaps most obviously, it 
has resulted in an abundance of what a classmate of mine likes to call 
‘post-rationalisation’, or what John Silber calls ‘theory-speak’ (Silber, 
2007). In short, it is the false attribution of meaning to the steps in their 
design process. It is my hope that this is what designers have been 
forced to do as a result of the incessant need for an explanation behind 
their methods. There are, refreshingly, a number of architects who 
admit to the simplicity of their design methods. Frank Gehry is an 
excellent example of this. Notorious for his napkin sketches (which 
remain surprisingly accurate for the entirety of the project) and his use 
of a fish’s outline in his designs (Gehry, 1985), he is brutally honest about 
his methods’ meaninglessness, and is fortunately creative enough for his 
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buildings to remain admired - though he is not exempt from being 
shadowed closely by criticism. In fact, it is often easier to find those 
who, like Silber, accuse Gehry’s honesty in methodology of lacking 
meaning. This is a clear indication of the critic’s admiration of 
methodology as a meaning generator. 
Given methodology’s role in contemporary architecture, and 
the subsequent conflict that it has with meaninglessness (which is to be 
attained in this step of the Camusian methodology), it becomes 
imperative to oppose it. This proved to be more challenging than I had 
anticipated as it requires an absolute retirement of logic. The previous 
oppositions, of originality and context, could be achieved logically, but 
to oppose methodology one must truly embrace the absurd. 
A legitimate methodology is characterised by a series of steps 
that have a meaningful, or logical, progression. So what must be 
executed, to achieve opposition, is to include a series of meaningless and 
illogical steps in the progression of this thesis’s methodology. This 
enables a total freedom in the selection of these illegitimate steps, 
which, surprisingly, I struggled to achieve. I found that my mind 
seems to desire the rational, and to oppose this challenged me a great 
deal. However, eventually I learned to permit irrationality, and allow 
meaningless steps to be taken. Once this was achieved I could allow my 
mind to once again indulge in the rational and establish a connection to 
the methodology. 
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a .  E N T R O P Y  
The first of the meaningless and illogical steps to be included in this 
methodology is that of entropy, a physical law of thermodynamics. 
This law was first introduced to me as an analogous explanation of the 
future of the physical universe by Prof. Brian Cox in the BBC 
documentary The Wonders of Life. Entropy is the description, or 
measure, of two related descriptors of a physical system. It can describe 
either the measure of the number of specific ways in which a system can 
be arranged, or the measure of the progression of a system toward 
equilibrium. The latter is which Dr. Cox used in his explanation. Given 
this current understanding of physics, Cox explains, the physical 
material that makes up the universe will tend toward an eventual 
equilibrium characterised by a field of low energy particles existing in a 
relatively uniform density. I will not go into Cox’s analogy in too much 
depth, as it is as enormously unrelated as it is interesting. I also seem to 
have the ability to bore many architectural listeners when I start. What 
I will explain in more depth however is entropy itself, as for it to be 
included in this methodology, it is necessary to have an at least basic 
understanding. 
A good example to help explain this physical law can be found 
in a sandcastle. Consider the sand on a beach as a physical system, and 
the sandcastle as a component of that system. The sandcastle, 
immediately after it has been created, exists in a state of relatively low 
entropy. That is, due to its complex form there are relatively few, a low 
number of, sand grain arrangements that satisfy the sandcastle’s form. 
As the law states, this low entropy will tend toward a higher entropy. 
In this case, identified by the sandcastle’s inevitable breakdown, its 
form becomes less specific as the sand begins to collapse over time. In 
doing so, there become an increasing, or higher, number of sand grain 
arrangements that can satisfy the same form: higher entropy. 
Eventually all the sand that formed the castle will exist in a 
homogenous field of maximum entropy, equilibrium, a pile of sand 
which can be arranged in any way with the same resulting form. 
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To apply this to an architectural methodology, a no less than 
absurd step, is relatively simple. In this case, I have identified Model 
No. 2: Wire Frame as being an object of low entropy. It is a 
moderately complex form that is made up of a series of less complex 
forms, much like our sandcastle. When exposed to the process of 
entropy, this low entropy state will begin to break down into higher 
entropy components. These high entropy components are expressed 
axonometrically in Drawing Set No. 3: Entropy. 
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b .  C R E A T I V I T Y  I S  L I N K I N G  
While executing Drawing Set No. 3: Entropy a methodological step 
occurred to me, which in hindsight was quite obviously inspired by 
previous thoughts within this thesis. As mentioned in Chapter VI, 
Originality: Opposed through Imitation, there is an argument that 
states that true originality is impossible as we are shaped entirely by our 
influences, which therefore means that any thought, or design, has 
been influenced by some previous information. It was while considering 
this argument within the context of entropy, as well as a chapter in Le 
Mythe de Sisyphe, that I supposed that if this argument is correct 
(which I suspected was so), that perhaps then originality, or creativity, 
is the linking of two or more previous sources of information, much like 
the inverse of the entropic process. More simply put, as opposed to a 
miraculous generation of something from nothing, the creative moment 
may be the unique act of linking, or synthesising, of two or more 
influences. This no less than beautiful action, that seems to only exist 
within a living consciousness, interested me very much - enough so, 
that I felt it necessary to allow it to became incorporated into the absurd 
methodology. 
Given the inverse relationship between entropy and my view 
on the creative moment as being inversely similar to the entropic 
process, the incorporation was simple. Taking the components from 
Drawing Set No. 3: Entropy, I simply reversed the process. Each 
component was modelled again in wire and then collectively 
reassembled - not in the same way, however, but rather in a manner in 
which I allowed creative intuition to direct the process. The result is 
Model No. 3: Creatively Linked. 
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c .  S A T I E ’ S  R E P E T I T I O N  
To ensure a true absurdity of methodology, it is beneficial to allow 
another illogical and meaningless step to occur. A look at Erik Satie 
yielded a fruitful direction. Satie was a London born French musician, 
composer and pianist who played an integral role in 20th century avant-
garde music. Only after researching further into Satie did it become 
apparent that he has been credited with being a major precursor to a 
number of artistic movements, one of which being Absurdist Theatre; it 
quickly became apparent what had triggered my critic’s suggestion. 
Regardless of this connection with absurdism, I feel that Satie’s music is 
still far enough removed from architecture that it retains its illogicality 
and meaninglessness within the context of an architectural 
methodology, perfect for an inclusion in this methodology. 
What characterises much of Satie’s music is the simplicity of 
composition, and the repetition that he utilised. In his piece Tapisserie 
en fer Forgé (Wrought Iron Tapestry), a 4 minute long composition, he 
repeats the same simple note progression more than fifty times. His 
argument for this incessant repetition was that should it be done 
enough, it would enforce a legitimacy of its own (Orledge, 2010). An 
application of this as a methodological step would be relatively simple. 
 In Model Set No. 4: Satie’s Repetition, I have implemented 
Satie’s argument for repetition. Using the idea of creativity as linking, 
the inverse of entropy, I began to repeat the simple compositional 
experiment executed in Model No. 3: Creatively Linked. This repetition 
of task was allowed to run until a sense of legitimacy occurred. 
Fortunately this process reached a relatively prompt resolution. After 
the fifth repetition it became apparent that despite each individual 
model holding little significance, when seen alongside one another a 
certain legitimacy did seem to arise, just as Satie supposed. This can be 
observed in Model Set No. 4: Satie’s Repetition. 
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CHAPTER IX 
M E A N I N G L E S S N E S S  A N D  C H O I C E :  
C o n v e n t i o n  
After having completed Model Set No. 4: Satie’s Repetition, the third 
of the illogical and meaningless steps to be included in this 
methodology, it can confidently be said that traditional architectural 
methodology has been truly opposed. This in turn means that, at this 
point in this thesis, meaning, in all its contemporary architectural 
components, has been wholly opposed: originality through copying, 
context through contextual removal, and methodology through 
illogicality. The result is a series of wire models that are entirely 
meaningless within the context of architecture, yet rich with Camusain 
Absurdism potential. It is time to consider the next step in the 
Camusian methodology. 
The next step in the Camusian methodology is to perceive the 
realised meaninglessness, through the use of creativity, in a meaningful 
way. In Sisyphus’s case, he may have implemented creativity to choose 
to find pride in his task, or joy in the execution of his duty. The choice 
of how Sisyphus perceives his task is largely irrelevant, though it would 
certainly be unwise to choose any less than that which is productive in 
terms of what he hopes to achieve: contentedness. 
 In the case of this thesis, it is somewhat simpler, though once 
again, it would be unwise to choose any less than that which I hope to 
achieve. Therefore, all that is to be perceived within the established 
meaninglessness is architecture. 
 A convincing way to begin to perceive architecture within the 
meaninglessness established by Model Set No. 4 is to introduce it to the 
realm of drawn architectural convention; and there is little more that 
can be considered more conventional in an architectural sense than the 
plan. For this reason, plan-based drawing will be implemented. 
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First though, the three dimensional information of Model Set 
No. 4 must be translated into the conventional language of 
architectural plans: two dimensional drawing. To achieve this each wire 
model has been documented through a common photographic method - 
photography being an excellent translator from three dimensions to 
two. This has been executed in Photograph Set No. 1: Translating for 
Convention. 
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CHAPTER X 
B O U L D E R  R O L L I N G :  I n t e r p r e t i n g  
A r c h i t e c t u r e  
At this point in the Camusian methodology both Sisyphus and I are, 
thanks to Camusian Absurdism, enabled to employ creativity to 
legitimately interpret meaning within meaninglessness. More 
specifically, within the case of this thesis, I am enabled to employ my 
own creativity to interpret indications of architecture within the 
meaninglessness of Photograph Set No. 1: Translating. Let us begin 
rolling the boulder. 
 The photographs of Photograph Set No. 1: Translating can be 
easily interpreted as line drawings, and it is these meaningless lines 
(they can be considered nothing more) that provide the point of 
departure. It is in Drawing Set No. 4: Interpreting for Architecture 
that I, through the use of drawn overlaying and creative interpretation, 
begin to locate indications of architectural plans within the 
meaninglessness of the lines. Upon completion, it must be said that 
Drawing Set No. 4: Interpreting for Architecture establishes only a 
very tenuous connection to architecture, in that each drawing is 
scarcely recognisable as such. However, the drawing set does show the 
hopeful beginnings of an architectural expression within 
meaninglessness. Undoubtedly though, further immersion in 
architectural convention is required to establish a convincing expression 
of architecture. 
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CHAPTER XI  
C O N T I N U E D  R O L L I N G :  I n t e r p r e t i n g  
S e c t i o n  
When it comes to conventional architectural drawing sets, the section, 
as with the plan, is similarly prominent. 
Not only are sections relatively easily identified as 
architecture, but the generation of a section from plans is a ruthlessly 
architectural act - perfect in terms of the conventional immersion I am 
aiming to achieve. For that reason, each of the drawings in Drawing 
Set No. 5: Interpreting in Section has been derived from the plan 
drawings in Drawing Set No. 4: Interpreting for Architecture in 
exactly the way one would when generating conventional sections of 
any building. However, as opposed to a literal translation, each plan 
level has merely offered indications which, through further creative 
interpretation, have informed architectural expressions in section. The 
resulting drawings offer, through an intensified immersion in 
architectural convention, a further refined establishment of an 
architectural expression, derived through creativity, within 
meaninglessness. 
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CHAPTER XII  
T H E  F I N A L  P U S H :  C o n c e p t u a l  D e s i g n  
The establishment of an architectural expression produced through the 
acceptance of meaninglessness is only the beginning of the boulder 
push. And just as Sisyphus, during the push of his boulder, will surely 
encounter varying terrain, we too have come to a change in the 
gradient of our architectural design hill. The generation of a concept 
design must be executed. 
 Despite an appreciation of absolute meaninglessness, a 
conceptual design of a building demands a level of realism, in the same 
way Sisyphus’s muscles ache despite his mindset. A School of 
Philosophy has certain requirements that must be met: lecture theatres, 
tutorial spaces, a library, staff rooms, computer laboratories, 
contemplation spaces, as well as a public domain auditorium and 
gallery. Each has certain spatial and circulatory requirements that need 
to be accounted for. These are the divots and steep sections of 
Sisyphus’s hill that must be overcome. 
 Using the generated architectural expression that has been 
established in Drawing Sets 4 & 5, a conceptual layout of a School of 
Philosophy has been executed. Drawing Set No. 6: Architecture from 
Meaninglessness contains the plans and sections of a conceptual layout 
for the Albert Camus School of Philosophy located at Shelly Bay, 
Wellington - a building whose expression is of nothing more than the 
Camusian Absurdism-driven acceptance of, and liberation through, 
meaninglessness, and the interpretation of such, through creativity, as 
architecture. It is now that we stand at the top of our hill. 
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CHAPTER XIII  
L E T T I N G  T H E  B O U L D E R  R O L L :  
F o r m a l  A r c h i t e c t u r e  
It is an interesting moment as Sisyphus stands at the top of his hill, 
thankful of Camusian Absurdism and the liberation that it allows from 
the meaninglessness of what he has accomplished. He is proud; 
however his boulder inevitably begins to topple; it must eventually roll 
once more. 
Similarly, the top of the hill is by no means the end of the 
architectural design story. Within this analogy, the top is the 
conceptual design. However, it is by no means the end of the design 
process. Some may linger at the top, hopelessly attempting to balance 
the boulder in pursuit of a perfect conceptual design - though 
ultimately all must accept that the boulder must eventually roll down 
the hill again, gathering momentum into the realm of detailing, 
structural engineering, sizing and cost. 
But for the sake of this thesis’s investigation, the top of the hill is 
what was sought. It was the push up the hill, and the toil of generating 
meaningless architectural meaning, which was in question. And it is my 
hope that through this example of the use of Camusian Absurdism, and 
its liberating perspective on, and acceptance of, meaninglessness, that it 
becomes known that architectural creativity can be liberated from the 
limitations of meaning within the Absurdist paradox of 
meaninglessness. 
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